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The ideal of handweaving today is
not simply material. It is a means of
self-realization and fulfillment. And
its purpose today is unique. Practically, we do not need to weave cloth by
hand but the value of weaving is in the
work. The present-day desire to weave
is one expression of the search in our
lives for human qualities.
(l:I)

Chapter 1
THE PROBLEM
PURPOSE OF THE STUDY
Weaving is the creation of a textile through the
interlocking of threads to form a new surface.

There is

an attitude prevalent in the United States that the only
complex forms of weaving possible have to be carried out
on the harness loom.

It was the purpose of this study to

illustrate the hypothesis that complex and skillfully
woven wall hangings can be created, utilizing variations
of the frame loom.

Equally important in the study was to

relate this process of weaving on the frame loom to
methods for teaching weaving in the secondary school.
STATEMENT OF THE PROBLEM
Creating weavings on the frame loom is an important
method to be investigated in that it is possible to create
complex and creative forms without using the intricate
process of the harness loom.
There are several factors in frame loom weaving
which tend to make it adaptable to the secondary curriculum.

Materials for the frame and weaving, itself, can

be purchased on a local level in both small and large
1
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quantities.

The looms can be built to a variety of

sizes, are portable, and require a minimum of storage
space.

They can be built by students and used many times.

Another important factor in favor of this type of loom is
the relatively simple warping process required, while the
harness loom requires a great deal of time, materials, and
patience.

Probably the most beneficial attribute is that

it is possible for students to view the total composition
of their weaving during the time they are working on it.
This is tremendously important, considering their age
levels and attention spans.

Viewing the total composition

is genuinely helpful in evaluating new techniques and the
total design of the weaving.

In harness loom weaving, this

is not possible, since the work is wound around a round
bar as it is completed.

Thus, it is possible to view only

seven to eight inches at one time, a distinct disadvantage
for the student.
In addition to those advantages there are also
other reasons why this form of weaving should be investigated in the field of Art Education.

It seems that

weaving receives little attention in schools preparing
future teachers for teaching art and crafts.

Either

weaving is treated in a very simple form in most texts,
or it is dealt with as a very time consuming and complex
endeavor requiring expensive equipment and special training by the teacher.
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Because frame loom weaving has so many advantages
for secondary art students, it should be investigated and
explained so that future teachers, who have had little or
no experience with it, could see its value and teach it to
their own students.

DEFINITIONS OF TERMS
The following terms are used throughout the report
in explaining techniques.

There are other technical terms

pertaining to weaving which could be a part of further
study; however, those provided here are important for the
understanding of the wall hangings created in this particular study.
Warp.

Threads stretched lengthwise on the loom.

Weft.

Threads which are woven through the warp

threads to form a textile.
Shuttle.

The tool used to hold and carry weft

thread through the warp.
shuttles available:
Shed.

There are various types of

boat, stick, needles.

The opening caused as a result of two sets

of warp threads having been raised.
Tapestry.

A weaving which is extremely close-

woven with fine threads in an interlocking technique.
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Beater.
together.

A device used to push weft threads close

Beaters suitable for the frame loom could be

combs or forks.
Laid-in weft.

Weft which is woven in-between

existing woven fabric.
Chaining.

A technique in which yarn is pulled

through warp threads to form a chain; used for decorative
purposes.
Selvedge.

The edges of the weaving.

Frame loom.

Simple frame, any size, with small

nails along top and botton on which warp threads are
placed.
Warping.

The preparation and placing of the warp

threads on the loom.
Warp-faced weave.

A technique in which a great

amount of warp is seen.
Weft-faced weave.
weave.

The opposite of warp-faced

The weft covers the warp entirely so that only the

weft threads are seen.
Pile.

Refers to an area where a large concen-

tration of cut yarn fringe has been tied to the warp
threads.
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Wrapped weave.

Also referred to as "bound warp."

Weft wrapped around a single warp thread or sometimes
groups of warp threads.
Straight-dovetail.

A technique used in tapestry,

in which weft is interwoven between two other areas.
Sometimes referred to as "bricklaying."
Snitch knot.

Looping a pre-cut thread around

another to form a smooth-looking knot.
LIMITATIONS OF THE STUDY
It has been the intention of the investigator to
create skillfully executed wall hangings using only the
simple frame loom.
The wall hangings have remained untitled, enabling
the viewer to see them in the light of his own experience
without preconceived connotations being provided on the
part of the investigator.

Inspiration for the complexity

of design was intuitively derived from the visual and
tactile qualities of yarns and not from any other source.
Teaching methods suggested in the study have been
limited to the secondary school curriculum because of the
interest and background of the investigator.

Chapter 2
REVIEW OF THE LITERATURE
EDUCATIONAL VALUES AND IMPLICATIONS
FOR THE TEACHING OF WEAVING
The importance of weaving and the effects a creative course in it can provide a student have not been
thoroughly explored in our schools.

It is true that some

leading art educators indeed include weaving in their
recommendations for the art curriculum.

Edward Mattil of

The Pennsylvania State University wrote:
Fabrics present a new experience to the child, for
it is here that he begins to sense textile structure
by touch as well as sight. The child should be offered
tactile experiences in handling various kinds of yarns,
fibers, threads, reeds and natural materials, all of
which might ultimately be useful in weaving or applique. It is the use of these materials and in the ultimate choices and combinations he must make that the
child becomes actively involved in design (9:159-60).
According to the Secondary Art Guide for the State
of Washington, 1965, an appreciation for the functional
aspects of weaving in our clothing and household effects
is possible through learning about it.

Recommendations

are also provided by the guide as to the relevance of the
teaching of weaving in terms of experiences with color and
texture (4:89).
Dr. June K. McFee, a well-known art educator, has
6
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said, "Sometimes weaving can be a means for getting a very
practical-minded child to be more interested in Art, particularly if he can see that weaving is an art form"
(10:293).
In her discussion of major objectives for art
education in Preparation for Art, Dr. McFee has stated
that:
. . . it can help the child to develop visual
sensitivity to see more detail, to develop awareness
of form and space, and to find more adequate ways of
orienting himself to his environment. Art study can
relate co&fitive, visual and tactile interpretations
of things 10:176).
The values of those experiences have also been
acclaimed by Lili Blumenau, handweaver and teacher, when
she wrote:

"· . • for the real emphasis in weaving is

on the visual and tactile characteristics of raw materials,
yarn, weave, and color (1:I).
Surely, a creative emphasis in the study of weaving
would help the child to develop a significant awareness of
his environment and the intellectual skills related to the
physical process of weaving.
A great feeling of accomplishment can result from
watching a few balls of yarn grow into a new form.

The

success of creating a new form lends itself to intrinsic
reinforcement in the creative process.

However, creativity

can be limited when a child has ideas to express but lacks
a suitable means and medium to depict them (5:138).

It
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may be possible for some students who lack the interest
and ability in some areas of the arts to express their
ideas through handweaving.
A Northwest educator and weaver, Mrs. Jean Wilson,
has pointed out that weaving provides understandings of
how fundamental processes are performed (18:9).

She also

pointed out that weaving is a valuable learning experience
because it provides a better understanding of how things
go together and stimulates further search and reading

(4:9).
Again, an emphasis can be seen in her writing pertaining to the fact that weaving provides intrinsic satisfactions in relation to the student's developmental growth
(18:9).
Weaving, as the other arts and crafts, should be
created in a contemporary form according to Henry Pasco,
handweaver, in an article from the Handweaver and Crafts~ , 1969.
Since weaving is an art form, this should imply
creativity and what is done should be a reflection of
the thought of the period in which you live and of
which you are a part (13:35).
In experiences teaching weaving to junior and
senior high school students, an emphasis was placed on
creativity, materials, and problem-solving.
work was possible for the older students.

More advanced
At both levels,

however, there is some prejudice on the part of boys toward
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weaving because they have come to think of it only as an
activity for girls, in terms of kitchen pot holders or
placemats.

While that attitude is unfortunate, a teacher

can overcome it to some extent by approaching weaving from
its aspect as an art form for anyone to explore.
Most of the teaching experiences with weaving
proved to be very successful and led to more research on
the part of the investigator.
RECORD OF OBSERVATIONS OF WEAVINGS AND
TAPESTRIES IN WESTERN EUROPE,
AUTUMN, 1969
While traveling in Europe, the investigator developed a stronger interest in weaving when observations of a
variety of weavings and tapestries were made.

Even though

they were entirely different from weavings which can be
created on the frame loom, the experience in seeing woven
fabrics produced in handweaving mills and ancient tapestries in museums and cathedrals provided a more appreciative understanding and background knowledge about weaving
that could never be duplicated in the United States.
Numerous tapestries and weavings were observed in
the following locations:

Taly-A-Bont, Wales; Moffat,

Scotland; the Louvre Museum, Paris, France; Rijkssmuseum,
Museum of Modern Art, Amsterdam, Holland; Notre Dame
Cathedral, Paris, France; Salisbury Cathedral, Salisbury,
England; and Canterbury Cathedral, Canterbury, England.
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Observations and visits to the following three
handweaving mills were also made:

Taly-A-Bont, Wales;

Canterbury, England; and Moffat, Scotland.
Taly-A-Bont, Wales
Down a lane in this tiny village there is a
weaving mill known as "Lerry's Handloom Weavers."

A two-

story stone block structure on the left side of the lane
contains a shop displaying yardage, woven garments, and
functional articles using ancient Welsh designs.

To the

right of the lane, a low, ancient, and typically Welsh
stone structure with a hand-cut slate roof housed the
looms and spinning wheels, wool and equipment.

Raw wool

had been piled in bins and bobbins of spun yarn were lying
about on benches.
The two large looms were equipped with flying
shuttles invented at the beginning of the Industrial Revolution.

A boy of eleven was weaving on a large loom

approximately eight feet wide and ten feet high with eight
harnesses.

He pulled a leather strap at the top of the

loom which, in turn, manipulated the flying shuttle.

The

looms were very old, dating about the early 1800 1 s and had
been in the family for many years.

All processing was

completed at the mill, including carding, spinning, dyeing,
weaving, and finishing the final product.
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Canterbury, England
Observations here were made at "The Weavers," a
very old structure in the main part of the city, dating
to the fourteenth or fifteenth century.
Weaving became an extremely vital part of the
community for years, and was originally begun by the Huguenots and Walloons, who had migrated to England because of
religious persecution in Holland and France.

They received

a special grant from the Queen to live and build a weaving
mill in Canterbury, which came to be known as "The weavers."

This mill became an important part of the industry

of the area, for at one time there were approximately
1,000 looms working.
There are only two of the large harness looms
remaining in the upstairs of the building at this time.
Ancient patterns which have been passed on through the
years are still woven on the looms.

The fabrics are small

in size and utilitarian in nature.
Moffat, Scotland
"Moffat Handloom Weavers" have one large loom in
us at the present, on which finely woven wool neck scarves
and ties are made.

However, at one time they had several

looms and supplied most of the cloth for that area of the
western lowlands of Scotland.

Most of the fabrics dis-

played were woven at commercial mills and sewn into
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garments at the local shop.

This observation proved to be

the least creative in patterns, colors, and yarns.

All

garments were woven with fine wool in solids or plaids and
were of a very commercial nature, but reflected a high
degree of craftsmanship.

Chapter 3
THE EXPLANATION AND ILLUSTRATION
OF THE FINAL RESULTS
MATERIALS SUITABLE FOR FRAME LOOM WEAVING
The frame loom is especially well-suited for
teaching weaving to secondary students because of its
simplicity in construction.
There are several types of frame looms, some of
which are relatively complex.

The type of loom used in

this study consists of a simple frame with small nails
(preferably brads) nailed approximately one-fourth inch
apart along the top and bottom of the frame.
The design, in relation to size and materials
will depend on the varieties of yarn, purpose of the textile, and the intended size of the weaving.

It is abso-

lutely imperative that those three considerations are
made before building the loom.

For weaving in the secon-

dary school, frames will most likely be built for weaving
wall hangings and handbags.

In some cases, it would be

wise to also include nails along the sides of the loom to
keep the selvedges straight.

Placing curtain rods on the

two end nails can also solve that problem effectively.
In any case, the teacher should discuss the importance of
13
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designing the appropriate loom for the student's particular needs.
The selection of suitable materials is also an
important consideration in working on the frame loom.
However, unlike the specific needs of a large harness
loom, materials for the frame loom are available in the
form of knitting yarns, rug yarns, and crochet or darning
threads.

Use of these threads is advantageous since they

can be purchased in small or large amounts, in varieties
of colors and textures.

It is also an advantage to be

able to purchase the quantity desired immediately without
having to wait for a mail order to arrive, saving time
and money.

Left-over yarns from the home can also be

utilized effectively.
In weaving a creative wall hanging, it is not
always necessary to purchase yarn of exactly the same dye
lots or weights as in harness loom weaving, for the emphasis should be placed on creativity, not on exact counts of
threads or colors, which can be very boring.
Rug yarn is available in a variety of colors, is
inexpensive and very effective for use on the frame loom.
Because of the relatively bulky quality of this yarn, it
is easy to work with and fills up spaces quickly.

Wool

yarns and large spools of crochet threads are also useful.
Crochet thread can be purchased in varying weights, colors,
and in spools of up to 750 yards.
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Almost any materials one can imagine which can be
woven are suitable for the frame loom.
nature may also be used:

Materials from

for instance, reeds, grasses,

branches, moss, shells, rocks (for weights and decorative
purposes), and leaves.
Material for the frame is relatively inexpensive.
White pine is the best wood, because it does not have the
tendency to split as do woods such as fir or cedar.
Warping the loom varies in complexity with the
technique used and the size of the loom; however, it is
not too complex for secondary students.

Of course, the

smaller frame will require less time and little explanation from the teacher, allowing more time for explanation of yarns one may use.

If the warp is to be covered

by heavy weft thread, a smaller yarn or crochet thread
would be more appropriate for the warp threads.

If a

large loom is used, it is wise to lay it on the floor for
warping.
There are several approaches one may use, but one
of the best consists of measuring threads in double
lengths, placing the thread over the nail at the top of
the loom, and then tying the thread tautly underneath (not
onto) the opposite nail at the bottom of the loom.

If

this method is used, it will be a simple matter to remove
the weaving from the loom because it can be lifted gently
from the frame.

That method of warping was used on the
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large wall hanging and on the double formed wall hanging
in the creative investigation.
Another method consists of taking one long thread,
fastening it to the first nail at one end of the loom,
and then around the corresponding nail at the opposite end
of the loom, repeating this process until the warping is
complete.

This method may also be used effectively for

weavings on which fringe is not desired.
THE CREATION OF THE WALL HANGINGS
The four wall hangings created in the study were
chosen because they exemplify techniques which can be
applied to the secondary school art curriculum.

They are

representative of varying color schemes, supportive
devices, and weaving techniques.
The first wall hanging was large in size (ten feet
in width, four feet in height) in order to investigate
problems which exist when working on a quantitative scale.
This weaving was completed over a period of two months of
almost continuous work.

Technical problems were encoun-

tered which interrupted the working process because important decisions had to be made pertaining to which value,
yarn, and technique were suitable for particular areas.
Some time was spent in just looking at the whole size of
the warp and deciding what solution would be most appropriate.

If an unsuitable or unappealing technique or yarn
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is selected, it takes hours to remove when working on
such a large scale.

At one time, a large area had to be

removed because of its inconsistency with the rest of the
composition.
Wall Hanging No. I was constructed on a wooden
frame loom, ten feet in width and four feet in height,
with wire brads one-fourth inch apart at the top and
bottom of the loom.

It required one week to warp, working

several hours each day, because crochet thread of a fine
weight was used for most of the warp threads.
thousand brads were used on this loom.

Over a

A support had to

be used to keep warpage of the wood to a minimum.

Sup-

ports were also used in the corner angles and were made
of masonite.

A large yarn needle served as a shuttle.

The tonality of this weaving was confined to
heather, grey, and brown in low value tones, which
resulted in a quiet and aesthetically pleasing creative
work.

Part of that quality may arise from the character

of the parts of the design which constitute the total
composition.

Most of the parts are rectangular in shape;

however, some instances of organic shapes were formed in
the bands on the right side of the weaving.

One may also

consider the spaces created between the parts as being
curvilinear in character.
Bands of knotted thread across the top of the wall
hanging utilize a fairly fine, two-ply wool yarn imported
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from Scotland, which integrates well with the warp.

It

could be possible to consider this particular weaving as
warp-faced, since a great amount of warp shows in the
total composition.
Most of the top third of the wall hanging consists
of wide and narrow bands in a closely woven technique
called "tabby."

One tabby area, seven inches in length

and five feet in width, required as long as a week to complete, working several hours a day.
Fringe was repeated throughout the completed work
in short lengths and was also repeated at the ends of the
prominent beige band.

In executing the fringe, the

"snitch knot" technique was used.

This method consists

of putting the yarn in a double length, slipping it around
behind the warp thread, and then pulling the remaining two
threads through the hole.

This technique results in an

even and smoothly tied knot.
Toward the lower section of the weaving there is
a large continuous band of knotting which creates a lacelike effect.

The transparency of the knotting is impor-

tant at that part of th~ wall hanging because it repeats
the linear effect created at the upper region.
Many technical problems were encountered while
working on this hanging, most of which were related to
size.

Difficulties arose in determining how much yarn

needed to be allowed for areas and in keeping the long
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threads from becoming tangled.

It was also difficult to

keep the weaving from bowing in considerably toward the
center.

Changing the direction of weaving from right to

left, and left to right alleviated that problem to some
degree.
Although not a technical problem, the achievement
of visual harmony was a constant consideration.

When so

many different types of yarns are used, both in synthetics
and wools in varying textures, harmony and continuity are
difficult to achieve.

To obtain those qualities, visual

transitions were made and in some instances, the same
yarn was carried all the way across the width of the wall
hanging.
Illustrations of Wall Hanging No. I may be seen in
Figures 1 and 2, on pages 20 and 21, respectively.
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Figure 1
Wall Hanging No . I
(10 by 4 feet)

2] .

Figure 2
Wall Hanging No . I
Detail
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The second wall hanging consists of a small weaving
approximately eight inches in width and twenty-five inches
in length.

It was weighted and supported by two black

metal rods.
The tonality has been confined to fairly dark
values of blues and violet.

The lightest value can be seen

in the warp threads for most have been formed with crochet
thread.

In contrast to the previous weaving, this wall

hanging consists primarily of a weft-faced weave in that
more warp has been covered from view by the weft.
Again, the shapes were confined to horizontal
rectangular patterns; however, a greater contrast has been
created by the two dominant areas of "pile" concentration.
Fringe, in contrasting textures has been tied very closely
together to achieve that effect.
Another effective technique known as "wrapped
weave" or sometimes referred to as "bound warp" has also
been used.

To execute the technique, the weft thread is

wound around either single or groups of warp threads.
The technique of "tabby" weave was used for weaving in an over one, under one pattern which binds all selvedges.

In an area below, weft was cut and was not used

to bind the selvedge but remained in a fringe effect on
either side.
Because of the fairly small size, this weaving was
more quickly executed with less confusion in materials.
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It was compl eted over a period of about a month , working
on it intermi ttently .
shuttle .

A large yarn needle served as a

The loom consisted of a wooden frame about

twenty by thirty inches .

It was nailed to a l arger piece

of paneling to facilitate handling .

Figure 3
Wall Hanging No . II
(8 by 16 inches)
The third wall hanging exemplified an altogether
different problem in relation to design and procedures .
The weaving problem lay in creating a three dimensional effect to some degree , through creating a
doubly formed weaving .

Consequently, the large loom used

for Wall Hanging No . I was cut in half and double rows of
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nails were placed at the top and bottom of the loom about
a half inch from the edge of the wood.

Each warp thread

was looped around a nail at the top of the loom and then
looped a second time over a branch from a tree.

There

were three branches integrated into the completed form.
Bright, warm, and vibrant hues of reds, oranges,
and pink yarns were selected for use in contrasting textures and weights.

A great emphasis on organic shapes

has been carried out throughout the total form.

The hang-

ing was very closely woven although there are open areas
which enhance the composition because they have allowed
the color of the reverse side of the weaving to penetrate.
Wall Hanging No. III is actually two weavings formed at
the same time on the same loom and connected in some areas.
The front side is very exciting visually because of the
great variety of shapes.

The back side was almost one

solid piece of work with some difference in threads.
Wrapped weave was again utilized in a pleasing
effect.

Rug yarn was wrapped around warp threads of the

same texture so that a bulky effect was achieved.
Another technique was employed, called "straightdovetailing."

This entails interlocking a weft thread

in-between weft of another area onto warp threads back and
forth in a darning motion.

Examples of this technique may

be seen in the lower areas of the wall hanging.
Pieces of cardboard were used at times to create
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sheds .

More than one needle were used at one time so that

contrasting thr eads could be woven between one another .
Wall Hanging No . III was completed in approximate l y three
to four weeks .

Figure 4
Wall Hanging No . I I I
(21 by 40 inches)
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Figure 5
Wall Hanging No . I I I
Detail
The last weaving created made use of materials
which are representative of our technological world .
Clear Plexiglas was used as a frame ; however , the frame
has been integrated with the weave and is intended to
remain a permanent part of it .
A synthetic yarn was used in a transparent and
brown tone which was called

11

Souffle , 11 and which was

imported from France .
Knotting techniques have been used in creating
the wall hanging so that a light and airy quality can be
observed .
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Technical difficulties in adhering the Plexiglas
pieces together were encountered in creating this wall
hanging .

Figure 6
Wall Hanging No . IV
(14 by 30 inches)

Chapter 4
METHODS FOR TEACHING WEAVING
IN THE SECONDARY SCHOOL
POSSIBLE RATIONALE FOR INCLUDING WEAVING
IN THE ART CURRICULUM
The logical attributes and major objectives of
including frame loom weaving in the art curriculum are as
follows:
1.

It provides the opportunity to work with a

three-dimensional form.
2.

The weaver has the advantage of being able to

view a total work which can be added to or changed relatively easily.

The suitability for maturational develop-

ment and skills at the secondary level.
3.

The instructor has the opportunity to teach

any element or principle of design.

Color, space, form,

line and texture can all be incorporated into any weaving.
Harmony, rhythm, balance, repetition and unity are vital
parts of all weaving.

4.

The instructor has the opportunity to teach

dexterity in manipulative skills as well as skills in
mental decision-making.

An instance of mental discipline

would be making a decision about applying the most suitable
28
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techniques in relation to size of space and other colors
and textures already created.
METHODS OF TEACHING FRAME LOOM WEAVING
. . . As long as there are art teachers who care
enough to do their very best, who possess that special
magic of bringing a youngster to notice something he
has never noticed before, to be aware, to open the
inner eye, to be an inquisitive explorer now and forevermore • . • you can immediately sense the deep
involvement, the conviction, the purposefulness of
effort, the genuine and easy rapport they have with
their students . . . and you can see that art is being
taught as if it were something important (15:17).
The responsibility the art teacher holds is of
great importance because of the influence he possesses in
relation to the student's mental and visual growth.

In

fact, Charles Gaitskell, a well known art educator, has
said:
Teaching art is an important and challenging job.
So important is art in a program of general education
that one may safely assert that no child is truly educated until he has participated in a vigorous program
of art education (5:480).
In order to participate effectively in the pedagogical process, an art teacher must make decisions in
selecting not only the areas of the arts he will include
in his particular school program but also how he will
approach teaching them to his students.

Decisions in

teaching methods can have far-reaching effects, for a
wrong approach can make students hate a subject for life.
Of course, it is not possible to satisfy every student
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all of the time, but a teacher who plans well and uses
sensitive and sound judgement in considering methods will
most likely feel successful about his program.
In considering methods, it is imperative that an
educator understand the maturational development and
skills of the age group with whom he is working.

There

are some skills in the field of art, including weaving,
which are appropriate for one group and not another.

As

an illustration of that point, it could be pointed out
that weaving complex patterns or weaving on a large frame
loom would not be appropriate for teaching at the junior
high level.

An exception might occur when an individual

pupil happened to be experienced in weaving and had a
great interest in it, but generally this is not the case.
Naturally, individual interests and considerations must
be a part of any art program.
Junior high students are exciting to teach because
they have so much energy and are usually just beginning to
form conceptions of what art means.

At that time in life,

the pupil is in a great period of change.

In fact, the

rate of change during this period is immeasurably greater
than the years that precede and follow it (11:5).
Because of that fact, the development of cognitive
skills is of tremendous importance.

Acquiring knowledge,

understanding phenomena, solving problems, and creating
new forms of ideas emerge gradually during the normal
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development of the child as a consequence of successful
coping with his environment and his formal schooling (3:64).
It is the responsibility of the teacher to assist the child
to reach his optimum level of development, no matter which
subject discipline he teaches.

Problem-solving and crea-

tive thinking are sorely neglected in most current educational practice (3:64).
Senior high students are also exciting to teach
but for different reasons.

An advantage in working with

this age group lies in the fact that generally they are
more developed and can be taught more complex skills and
concepts.

(This cannot be applied to all senior high stu-

dents, but it is generally true.)

The adolescent period

of life is one in which there is a search for identity.
In the light of those considerations, the following two methods for teaching frame loom weaving have been
suggested.
The Direct Assignment Approach
The direct assignment approach offers the student
the opportunity to use his mind creatively in problemsolving activities.

Since art is tremendously broad in

scope there are times when objectives can be accomplished
more successfully through forming a framework or at least,
a direction for the student to follow.
Using this approach, the teacher may wish to
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propose a design problem which would be solved through
creating a woven textile.

An example of a possible

assignment might be to propose that the students create
a three-dimensional form, using organic shapes and textural contrast.

Given that way, the assignment would

allow individual decision-making and freedom and yet
would accomplish a growth in knowledge of materials and
techniques, as well as basic design elements.
The teacher also has the responsibility of providing a classroom atmosphere conducive to imagination
and inventive exploration (10:176).

Enthusiasm for a

subject discipline is certainly instrumental in providing
those qualities, but the physical presence of effective
bulletin boards and audio-visual materials can never be
overlooked.
Teacher As Catalyst
This approach relies on the teacher's enthusiasm
and knowledge about weaving, because he must be able to
want to create weavings himself during class, illustrating
different possibilities and techniques.

In this approach,

the teacher does not require the student to create a woven
textile, nor does he explain anything about frame loom
weaving to the whole class at one time.

Instead, he would

simply begin to weave on the frame loom during a class
period when students are busy with their own individual
work.

It would be hoped that students' curiosity would be

33

aroused, and that eventually they would individually begin
to ask how and what he is doing.

That moment is a magic

one because the student has come on his own to inquire
about the new thing he sees happening.

Not all students

will ask, but those who do will tell others about what
they have seen and what they think about it.

After the

student asks, the teacher explains what he is doing but
does not limit weaving possibilities to his own work.
Instead, he may have excellent books and periodicals which
can be highly motivating.

Examples of two books which are

marvelous for motivation are Weaving Without A Loom, by
Sarita Rainey, and Weaving Is For Anyone, by Jean Wilson.
The film, Fiber In Art, is also an excellent source for
ideas.
The teacher serving as a catalyst can offer a
different approach to teaching weaving.

It has merit in

that the students will learn techniques and exposure to
design problems if they go on to create weavings themselves.

If an adolescent can select an experience for

himself and carry through with it, he will have a better
concept of the experience and himself.

That theory is

exemplified in Eduard Spranger's Theory of Adolescence:
No healthy youth considers himself without need
for education and improvement. However, through this
change in self-concept from naive childish concept to
a reflecting maturing one, the adolescent consciously
begins to select those influences to which he will
expose himself. Thus, beginning with adolescence,
self-education must be distinguished from other

i
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education. No other education will influence an
adolescent if he does not see its value and is not
receptive to it. Therefore, in the adolescent period,
all education is self-education since other education
can only become influential if the self has accepted
its value (11:66).
The catalytic approach depends on the hope that
the student will make the inquiry and carry out his curiosity by creating a weaving himself.

Many students may not

be able to do that the first time this approach is used,
but at least they will have been given the opportunity to
make their own decision.

If a teacher feels that an

assignment would insure the acquirement of knowledge in
relation to design concepts, the direct assignment method
may suit his needs more appropriately.
The catalytic approach was used successfully by
the investigator in teaching senior high students during
1968-69, in Newport, Oregon.

It was selected as a

teaching method because it was more appropriate for the
students involved.

Neither method is right or wrong for

all students; the decision for whether or not the method
is appropriate for the group lies with the individual
teacher.

Chapter 5

SUMMARY AND CONCLUSIONS
The art class can be the most stimulating and
exciting room in any school if the teacher cares about
students and his subject.

Taught from a creative view-

point as a part of the curriculum, frame loom weaving
affords instrumental opportunities for a child to grow
intellectually through decision-making processes and physically through the manipulation of materials.

Weaving

has the advantage of being both functionally-oriented and
aesthetically-oriented toward decorative purposes.

The

four wall hangings created in this study provided learning
experiences in relation to a variety of techniques, methods
of warping and materials which are suitable for teaching
frame loom weaving.

The study has resulted in a deeper

understanding of weaving and how it can be successfully
approached at the secondary level.

The application of

teaching methods and more possibilities in relation to
weaving will be a part of further study.

In any case, the

numerous possibilities related to the creation of weavings
lie with the individual teacher and student.
It is the intention of this report that the techniques explained through the creation of the wall hangings
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in the investigation and the methods explored will have
added to our growing knowledge as art educators, for the
teaching of art is a great responsibility and challenge.
It is so broad in scope, so elusive in definition, so
irrevocably committed to individualized instruction and
to the maximum development of the creative expression of
man (4:33).
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